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Jne major goal of a course in oral ingerpretation is to

expand 2 student's insights and refine his’ bercention, ror

(P
Thls reasons Awareness training should play a ‘major role ir an

4 ,e

oral interpreter's conditioning., It is)} after all, a develoved

FD114890

-awareness that allows things to afZect.ran permitting nip to be
sensitive to stimuli, and enapling.kim to fecl, -

. The .oncedt o ~wareness '

Jecently some aftention has teen focused on the concept” '

of awareness and the need we nave to develop the sensory .

verception and to sharpen the sensory "antennae" of our students.l

"However, evén’a.cursorylexaminatiom of standard oral interpre-

v o . .
tation refererices reveals that these sources are still greatly
deficient in explaining either the whys or the ways that this
NS
objective may be realized, rwareness training for the oral
A}

interpreter has all bﬁm been ignored by basic textbooks in the

field, Accb}dingly, the purpose of@this article is to explore
a rationale for. incorporating awareness development into an oral
interpreter’s training, A student -of interpretation should'be
encouréged to store‘what,he discovers during this initial phase.

’ .

of his study in his silo of experience: the fuller each student's

silo becpmes the easier it will be for him to apply his under-

standing to subsequent performance situations, Just as an actor's

’ L .4

y .9 \ :
- ‘ .

b
[N , ,
I ) tra%ping today rarely begins with scene study, neither sheuld an
N .
N
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- oral reader's trainings begin wizn literature. Just as it is

oot N ' ' » \ A \. oL,
considereéd perfeczly nornal and‘necessary Zor.the musiclan to
» N . ' L. f [ - .
warm-un by nlaying. scales berore tacxgling complex’works, 50 .

B 3

should it bte’'considered norm&lk znd necessary for the. interdre-

’

—_— -

fer to warnm-un before tdckling difficult s€léctions., The |

interdretation of literafure is considered hete as the culmin-

ation of the intervret.ve artist's work and training, not the
vesinnin-, Thus, intervretation practicioners may elfectively
. L

yorrow from what those in tre acting and pusic professions nave

already realized, zand may sain ty avplying their practices to

’
~

t intervreter prenzration, ] R .

‘n order to be an effective reader the oral intervreter
x ¢ .

. )

needs %o develop three basic types of awareness: an awareness .
: * - ' M

of external events, an awareness of internal events,.and an* .’ '

awareness o7 imaginary events, .ork in external awareness .

T .
will heln the student tn develop an appréciation of the Fact
that he 1s a multisensory creiturg wno is continuaily maxing
contact with‘a surroﬁnding‘evnironmen%. ~Ork in internal

' - " D
awarenedss will function to stimulaté-thé'studentfs interior
chanﬁels 30 that he will be able to process %his awakened

’

external sersitivity throurn nis own physigal and osychic ;
beins., =8 an interpreter he will be urged to develop an acute

perception of now the outside world affects him, including how

3 N . ’ .
nis actual sensory contacts with the surrounding environment
make mim feel cognitively, emotignally, and ‘physicalfly. These
v

two basic typés of knowledge are then joined to allow him to , P

-

)

L d . ’
3 ) .
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‘achieye- the,core of his art--imaginary awareness, =~ fully : |

.

i . PR} t

o~

developedsimaginary awareness means that thé‘inteéﬁreter nas Lo |

mastered the tecnnicues whitch will vermit him to perceive th

Al 3 1" bl K 2 s ot ’ . - ' - - N
metaworlds" oI literature. fnis theory 1s supportec by <he | .

4

'V

act That "the sensory apparatus medlates between the more ' .
internai ongoing activities of the organlsm and the events ¥
outside it."” Thus, as =acon pelieves, the redder is, in

reality, an environment in which a piece of literature is placed,

R ‘
- e . L2 s . . .. b
and I?om wnlcr. 1t must draw the enerzles that give i1t life, In
erfect, we are suzgesting that the %pstructér qut worx with -
the student in order to perfect this environment. v

>

The instructor can help prepare an interpreter dy working
. 4

to extend  his appreciation beyond the actual, beyond the here
\ B O - hd .
and now, He can train and ready the student by 'seriously working .
. . A ~
.. /’ 2 . \ . i .
to develop in him an awareness of imagined images and imagined

objects; in this way the student becomes conscious of the fact

that sensory stimuli need not be present to affect him; he wiL&

v
’

realize that the realm of fictive creation is also rich in

sensory appe€als, ({nce the instructor accomplishes this, - the ,

L N . » N . - o .
student will thgﬁ be able to opén Rimself to imaginary experilence.
He will then be in an excellent position o receive, process and -~

» . . -

- . .

interpret literature. .J

~a
~
A

. L. -
. A Working wodel of nwareness

.

The model describes what we believé to be the three main

.

‘

focl of the developifig interpreter. 4is can be seen the three
. . Vi . , '
rwareness Layers overlap each other so that growth in one area
2.2 s .
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4 . . M o, 4‘2"
. y * RS ‘ .
Stimulates . rowth in another area., .-y concentrating and working
. ! ‘( , . = - '
’ on each succeeiing layer, the interpreter will be able‘zo | | “ |

. >

capture tha vital princinle of his art--or what we have termed -

] .
'
' * .

P imaginary awareness, ' : :

. .

) > DevelLopresrs ot \jensen\-
Receptr s ard_ Contertrations

G—PP’&Q,L ot e o€
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AWARE NESS A , T

» , ’
. . - . .

s noted by Post, it is,up to the teacher to move the
> student closer to.fhe artist bj increasing the ra_nge, the

delicacy, and tne connections the stuaent is able to make -
between tne dlf eren? elements of hlp exoerwence.5 It lS up -

s -

to-the instructqr’}o find or create experiences that will

»

»

o e . T - .. X o :
. Tunction catalystically'and precipitate student performance
abilitiési The teaching strategy we call for Provides for this,
) . o .

- - . . ~ Hierarchy of Resnonse Levels

+ ' Ultimately the "metawdrld” of literfture will be the
* ' ‘- ’ .
world to wbicn the'interpreter responds; we contend however,

. o that he mgst Tirst be able -to respond to the world in wnJch he

D)

lives, -Zefore the student is asked to take the time to see,

-

hear,. taste,. smell, *touch, move and feel as the words of an -
S j autner d%rect, he must first be able _to see, Hear, taste, smell,
fouch, move and‘feéi in the rebl worlé. 1f }hé student is to .
| : , SR T v ” :
Q . - ‘ ‘ ‘ 8
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- classroom exercises and

) " Vo e e i . . .
develop the ppwer to elicit 1magined sepsory percepilons 1n his

' v " . R N
audierce, he must first be able to evoxe sensory perceptions in

»

s zacen notes, “. desveloped, sensgry apparxatus !

6

"ective interpretation;

nipsell, . Indeed,.”
{

-+ :‘

is .a prerequisite to efi Thus, as in- . -

structors, we should *nit*allv work to create in our students
v ' %
a.r}nbwtwthy or a readiness %o ”eoeﬁve the sensory responses ’

‘e - .

evoked by literary works, The devree to whicir the llterature ,

will be effectively verformed and transferred is

3.
pte

nd its

Y]
<

maIery
’ L .

only on the author's reservolr of experience as

L L7 L L . 7 ’

nointed out by lLee, but on the interpreter’s reservoir of

den eo nt not

\'D

i

experience as well, -ccordinzly, the instructor should enmnploy

-

methods that will enable students to ;

develon their responses to literzture. .

P

Only when the internreter can respond internally to

actual external forces Nlll he ve able to. sustain imaginary -

-

awareress for the period of time tnat a performance in this art

prm requires, Conssquently, 2 course ir oral interpretation

' .

B , ’
needs to e viewed from a double perspectilve: instructors and

.practicioners need to realize that intervretation develops

-

people~at zhe same time as it dovelopéhreaders. The -art develops

‘bec#use ¥t helps to precipitate thelr self knowledge and

! v v, o]

t0 increase their experlentlal capastLes

people

In Improvisation for

the Theatrg, Viola 3polin argues for this position when %he

states that "it is entirely possible that what is ealled talented
w9

LY B ) . . . . . ’
behavior is simply a greater individual capacity for experiencing.

snd as Brian Way findj, fuily developed people seldom turn out

v .
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+o be uh1~fevestwn;‘geo nle,”” Heither will they turn out to be - . |
::unlnterestlng lnterpréfers. oy L ' .
- .. 1 “ind-Jense-sody Jycle N T . ‘

+t the outset of his experiences with oral interpretation, 1
- - ]
the Student should be primar 1ly involved with discovering and

- I3 -- N v‘x .

exploring his own resources, . $2is necessitates work 1in train-

- ‘\

ive sgrises, the physical self, as well as\the imagina-
v

‘“© ., P . ) ¢
—%tion. n ad_;tlon,,all of these factors ang to some extent de~
. \q

nerdent udnon tne develonment of the student's ﬁoncenbrat on.

v ~
~

<
- o

‘n otner words, the training we_foresee for the oral intervreter

is somewhat similar 4o the training Srotowski believed nec=ssary

o Y ]:1 — ¢ M N . .,
for the actor,”: 'y X N N
. “ . ' .
/& envision the course operatlng, in part, as a "scalpel" .

which w1ll allow the student to open himself, to- transcend him- |

-

sell; anﬂ then to find the resources hldden within himself. uy

-

-opening the studept to experience the instructor is doing more

. than equivping the student with skills in the .traditional sense,
, .

N rather, .ne is also worclns with the student to eradicate his per- .

dentual blocks. The instructor may use three basic techniques

to bripg %gout this development., .He may employ—kiﬁesiologic
ﬁapproache§, parallnguistic strategies, a;d sensé-memory,metHOQSV
2y ysing exercises based on the theory of these three flelds

the insﬁ?uctor will“éﬁzbleéﬁhe student to harness his physical

’ » -~ \ -
. resources so that they may help him to express literature,'and

.
’

his sensory.cégécitie§_so that they may help him to experience

. 'literature. After engaging in sych an exercise program the

]
student may be reborn not only as a profi¢ient nternreter

IN

but also as a person, A -~ ‘ .
. _ - — ; .
) ol v ~
s R
o . . / . - ’ ' . ’ .
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¢ The following model illustrates the,environment-mind-

)

13

sénse-iody'cycle.. ]
- A Exfernal Happering

L : ; ‘
Sensory T pact

. Indernal
Trnpont an :

Responte . -

fal

'3 demonstrated in the diagram, our program asks the inter-

sreter to develon 3 condition of aliveness to his environment

(zxternal -azppening--3ensory Impact), a keen sensory response

-

t0 this happening (Internal Impact and Response), as well as

an zwareness of what this specific response causes him to fedl
M .
and do (Zxternal Response). 1In other words, we ‘are suggesting

that the oral interpreter's understanding of all stimuli needs-
. .. N

to spring from within; it should be organic., _ - ' ‘

‘ L4 ,

It is noteworthy thdf, like the actor, the interpreter's

instrument is also his qwn self--his voice, his body, his will

.12, . . . . -
and his imagination, ~ccordingly, like the actor, the:

-~

interpreter heeds Po be able to determine all the problems of

his®instrument--all of its weaknesses and all of its strengths,
- : | 4 "

- .

ifwareness training 1s advocatet with just this purpose in mind,

Indeed, if interpretation is "the art of communicating to an
audience a work of literary”art-in its intellectual, emotional

13

and aesthetic entirety,” then we . must first educate the indi-

vidual to be able to Wo this, We.must aid him in developing his

Y

} .
_potentials of self.1+ For this reason, external and internal

"

<,
[




awareness ou-ht to be trained prior to imaginary awareness. The

interpreter needs to be able to draw on each of these qualities
R

vren.re.approaches 2 seloezted script.
. .

It should te ncinted out that awareness exerciges ought

. ~ to e utilized repeatedly tihrough all phases of an oral inter- ;

. .
-
Eal

nreter's training, Thne following statement by -rian .ay serves

to reinforce this belief: ".n analogy might be made with, hair

© @nd teeth: without constant and continual attention early

efforts are hegated. rHair and teeth are tangible so there's °
) ~ ‘
no osrovlem in seeins clearly the need for constant attention;,

the Tive rlajor senses are inténgible and ye% how much more

important they are to -the business of living a full, sensitive

and rich irfe."ls'“Just as re-reading a good book a.number‘of
- times'ovgr a period of years,opens up new vistas and areas for ‘ -]

exploration, a pveturn to awaremess exercises during various

‘

phases of an oral intérpreter's training provides numerdus de- -
velopmental opportunities, The senses are the interpreter's’

avenues to appreciation; " he must continually "journey their

. I‘()ad." . ‘ . ) ' .
sonclusion .

If the preceding analysis of the oral reader's needs is
, :
+ ‘ s
. accurate, then implementing awareness. training into his course .
., +of study may prove one of the most productive strategies for

-

. helping hin develop‘his art, As Lee notes, it is obvious’that

; in performance the interpreter cannot stop-after each image
« . w
B ’ ‘“to be sure that his audience has had time to see, taste, smell,

ERIC . . . ' ' ‘ B -
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e

touch and -hear the literary work's ‘accompgnying appeals.1
& The noinmt is that preparatory exercises and conditloning do
allow him to do this, Only after the‘oral interprefation in-
13 . -

structor has helped each or his students tor establish a solid

&

ground of imaginary experiences for himself should literature
4 -

enter the victure. Before he is asked to internalize literature,
e

. ¢ the student must be able to internalize and physicalize sensory

N
rd

- . . ) N . t .
exveriences from his-own lifes Through such a progression, the

p reader will be-able to establish a more ‘eff'ective congruence -

.

cetween the metaworld of the literature and his own inner self.
1t seems, as Loger so aptly states, that if an interpreter ig to

experience literature, he must approach literature with his whole

7

) . 1 . . - . )
being. To.do this the interpreter must work to develop an

-

alert sensory apparatus and a responsive body. Only then will

the interpreter be fully ready to meet his script.
A 2

Il
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‘Abstract ’ .
This paper presents a rationale for incorporating
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‘ ‘ .. C
"awdréness training into an oral interpreter's course of
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atudy. Two,ﬁodels of phgiawareﬁésg development process
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